The rise of the fashion 'block-buster' poses both opportunity and some risk for the scope and ambition of textiles in the museums and related scholarship. On the one hand, the presence of fashion in the museum has probably never been so prominent since the tenure of Diana Vreeland at the Metropolitan Museum of Art, New York, in the 1970s. It should be noted that many of her exhibits were considered historically inaccurate at the time, despite their great appeal. The public has come to expect the spectacular, the outré and generally the contemporary in their museum going. All around the world there is a rise of interest in contemporary practice, at the same time as the markets for antiques declines and the teaching of history is threatened. There is an opportunity here to use the lure of the contemporary to explain aspects of the past. This is not to suggest that fashion exhibitions about the historical past have not been substantial and effective (the recent major collaborative exhibition Impressionism, Fashion and Modernity, 2013, being a fine example).
The production of clothing generated from a designer's 'vision' or intention also marks something distinctive that raises issues of the quest for artistic rights and copyright within the appearance industries. There is a great opportunity to link the artisanal --embroidery, embellishment, textile experimentation and technology and so forth -with moral, ethical and social topics of interest to a new generation of viewers and consumers -and the so called contemporary 'craftivism', ethical fashion and 'upcycling'. The rise of vintage clothing, which is now reproduced from new materials to simulate the old, plays a role here in connecting everyday social practices with the role that museums play as a part of leisure and tourism industries, as well as learning for some. As popular culture has shaped contemporary art since the 1960s, making fashion the very centre of its ethos, the 'mechanism' of fashion is ever stronger in contemporary life. However, it is often fashion as 'image' rather than fabricated artefact hand-made, part-crafted or made industrially -from textiles -that is at the forefront.
----------------------

How have museum publications impacted on the writing of textile history/ies in your disciplinary field? Might their content be enhanced to provide greater theoretical or practical stimulus? Do any museum publications reveal, in a particularly potent way for diverse audiences, current directions in academic history?
Clothing is both a material covering and an enclosure for the body that in the west is generally constructed through draping or cutting cloth, or weaving or knitting it to shape. The structure of European dress is also bound up with abstract forms of conduct and beauty and textiles play a most significant role in promulgating and reformulating aesthetics. The aesthetic and phenomenological dimension of clothing moving in space is also partly due to the possibilities and or restraints offered by textiles. Cloth and clothing therefore is central to human experience and deserves to be studied in these abstract terms as well as for its technical virtuosity, stylistic advance and influences, etc.
High quality museum catalogues are indispensable for fashion studies.
Yet they are under-represented as core reading material for such undergraduates. For 18th century dress, museum catalogues and other publications undoubtedly have helped reshape the field from the 1980s. Eighteenth century chintz has been re-interpreted by Beverly Lemire and Giorgio Riello as a form of information or print culture that could be 'read' and therefore contributed to the burgeoning impacts of fashion. 2 The very effect of indienne, in which dark tones frequently outline petals and stems, was highly valued as a fashion in itself.
